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give a certain cachet of refinement or coarseness, boldness 
or quiet, to its own use of the grammar of " legitimate " orna- 
ment — even to the livery of modern costume ; still England is 
the most difficult field for such efforts, because the English 
more than any other nation cling to Precedent as to a most 
pleasing and precious fetish ; and when Art is practised tra- 
ditionally, not instinctively, it is only a very strong bent which 
can shake off the fetters. The Royal Academy still rejects 
Burne Jones's effects as "not legitimate;" inartistic people 
still sneer at the " High Art " colours and shapes, and wonder 
" how people can make themselves so conspicuous;" the un- 
cultured public still buy the sausage-shaped horse soldered on a 
silver tazza, and would not buy a properly modelled one if it cost 
a little more. 

But there are many who look forward to a real Art revival in 
England which will teach the masses, without aping the Greeks, 
to appreciate and criticize beauty in all directions and under 
all expressions, as the Greek populace were able to do. 

Pseudo-Classicism. 

We have said so much about the Greeks that it may interest 
some among us to trace the long-lived, I had almost said un- 
broken, influence which the Greek dress has exercised upon 
us since the early time when Rome imposed it as her own 
upon her insular colony.' We have not space here for an 
exhaustive treatise upon the details of domestic and official garb 
about which the scent of the rose-leaves may be said to have per- 
manently hung ; how hat and hood, belt and tunic, betray their 
Phrygian or Grecian origin, and how there must be something 
very nearly, though not quite, applicable to our English consti- 
tution in these classic habits, or we should not try so persist- 
ently to follow them ; but we may briefly compare the two most 
violent classic fits which have attacked England, in the six- 
teenth and eighteenth centuries — the one half playful, the 
other formed on the most serious study of Greek principles as 
reflected in the fashion of dress. 

Imitation Romans. 

It does not seem to be generally understood that the two 
most grotesque fashions which ever caricatured us were the 
result of trying to fit the Greek dress to England. The figure 
of Queen Elizabeth, King's Library, British Museum, a mere 
clothes-prop, wherein every line of the human frame was con- 
tradicted, shows us one classic fit in extremis. Fig. 7 shows 
a milder form. The imitation Greek (Fig. 8, time of the First 
Empire), in her puny, miserable array, suffering as painfully 
from too little clothing as her ancestress had suffered from too 
much, shows us the other. 

The Renascence of Art broke upon Italy first, then England, 
at a time when the costume was especially stiff and artificial, 
yet when Art was greatly patronised by the rich ; and it is 



curious enough to observe the way in which the Renascence 
was hinted at in such walking mounds of silk and slashes as 
Figs. 7 and 11 (from Fairholt's " Costume"), and how little it 
reformed the dress in either country. As the antique sculptures 
were unearthed, and Greek influence on Roman Art projected 
itself through Roman influence upon Art in England, we per- 
ceive an abortive attempt to imitate the ancient Roman habits. 
The tailor mixed up indiscriminately what was Roman and 
what was Greek. Anything dug up would do with which to play 
at being classic. The heavy English brocades were too precious 
to be sacrificed, so they were "adapted." High heels, just in- 
vented, were likewise not to be ignored — still the shoes could be 
trimmed something like a sandal. The ruff was a sweet novelty, 
but that could be " worked in " too, and most absurd the medley 
was. Henry VIII. presents the first signs of the change. The 
scaly corselet of the Latin warrior (of which Henry's own broad 
doublet, by-the-bye, is a careful copy), and the bunched-up skirts 
of marble goddesses, were grafted stupidly on stomacher and 
farthingale. We may see this version of the classic fold {koKwoq) 
clearly in Fig. 7. The very halo of saints, or the protective plate 
of statues mistaken for a halo, seems to have been at times'aimed 
at in hat (Fig. 10), or pickardil (Fig. 7). The double girdle with 
robe drawn through it was apparently not understood ; but the 
fulness at the hips adapted itself comfortably to the drum in 
which the fashionable ladies strutted. I have some old Italian 
tapestry where we see two girdles bearing up the dress on the 
hips, whilst a close bodice with its own (a third) waist is worn 
above ; with other indisputable signs of a grievous travestie of 
classic garb, rather worse than Fig. 7, if possible. Meanwhile 
men quadrupled their apparent muscle by bran-stuffed trunk- 
hose (Fig. 11) cut into long slashes which recalled the warriors' 
plated protection, till their outline emulated, then excelled, the 
grotesque figures which gesticulate on Greco- Etruscan pottery 
(Fig. 12). Strangely enough, this was the decadence of a mode 
founded on Art research and enthusiasm for old Rome ! 

To the same Greco-Roman excavations we trace the origin of 
the stomacher itself, the shot-bellied doublet, taken from the 
corselet with the magnified peak weighted with shot, and tabs. 
The tabs seen in Hollar's prints of middle-class women, square, 
but with' one round tab in front (Fig. 14), for long puzzled me. 
The square tabs are clearly traceable to the early Greek armour, 
belt and all ; in fact, the whole bodice was not unlike Fig. 3. 
The first indication of the cape or scarf, called the "falling 
whisk," seems to suggest the shoulder-pieces (see Fig. 4), 
which in later Greece took a stiffer form (Fig 3) ; but the round 
tab in the centre, like the round stomacher, can, I think, only be 
attributed to some remembrance of the conventional drawing of 
heroic muscles, called rectus and obliquus externus (Fig. 5). 
In fact, there is hardly any detail of costume belonging to the 
classics which we cannot see echoed in England during the 
fifteenth to the eighteenth centuries. 



( To be continued. ) 



STATUE TO GOETHE AT BERLIN. 




STATUE to Johann Wolfgang Goethe was un- 
veiled in June at Berlin. It stands in the Thier- 
garten, between the Brandenburger Gate and 
the Koniggratzer Strasse. The great poet, it is 
true, was born in a city which only became Prus- 
sian after the events of 1866, but it surely would 
have been unseemly if the capital of Prussia, as 
of that now free and unified German-speaking nation of which 
the author of '* Faust " is as yet the greatest literary and creative 
outcome, and which he, more than most others, discovered to the 
outer world and dignified by his writings, had omitted to raise a 
fair and lasting monument to his memory. It is long since the 
project was first resolved upon, nigh upon a quarter of a century, 
but it was not until 1876, nearly fifty years after the poet's death, 



that the renowned sculptor, Fritz Schaper, the author of the monu- 
ments to Lessing, Bismarck, and Moltke, and of the colossal 
' Victory ' in the Arsenal, was commissioned to undertake the 
work. The central figure, draped in a long mantle and standing 
upon a pedestal, is eight feet high, and represents the poet in the 
prime and vigour of his power. In an imposing attitude and 
with prophetic eye he looks forth with a gaze that seems to 
penetrate and explore the universe and its mysteries. The 
fine features and intellectual brow are portrayed with wonder- 
ful fidelity. Three groups of figures surround the base of 
the pedestal, representing Lyric Poetry, Tragic Poetry, and 
Science. The whole work is of solid Carrara marble, and its 
effect is enhanced by the background of foliage of the Thier- 
garten. 



